Lewitt's reductio ad absurdum. The article reduced the same thing to musical forms. I think this is because it was being done in the French New Novel and it was an interest of mine and Sol Lewitt's. Sol was applying musical composition to a very reductive, to a zero degree of composition. I think the other model coming from music in the early minimal period was John Cage's idea of silence. The materiality of silence. By the time I had become interested in Nauman and Reich, I wanted to do a critique of minimal art that was getting rid of composition. Minimal art was nonanthropomorphic; the artist's inner and bodily experience was totally eliminated, similar to John Cage. But in the work that was done in San Francisco in Anne Halprin's dance workshop, the performer's and the spectator's physiological response to both the acoustical qualities of the room and their inside brain time became very important. In San Francisco this was the time of La Monte Young, Terry Riley (who influenced Steve Reich), and dancers like Simone Forti and Bruce Nauman, all of whom were doing work in Anne Halprin's workshop. So there was a connection again of music to subject-oriented materiality; in other words, to the spectator's own responses in physiological terms, inside a physiologically activated space.
EdB: Your critique of minimalism clearly developed along musical lines. DG: Yes, but I think that in American art the domains of music, dance, film, and pop culture were always linked to art. They were never suppressed. Pop art was always linked to pop music; it actually began in England.
EdB: Your writings of the sixties, however, are not directly concerned with the relation of visual art to popular music. This theme will become more present in your later writings from the seventies. DG: The fact that I did not write about it does not mean that it was not informative. The first work I was doing for the magazine pages were totally influenced by listening to the Kinks and the Rolling Stones. "Mothers Little Helper" was the main influence on "Side Effect/Common Drug" (1966) . So let's say that the music was always an influence. It just happened that I didn't write about it. EdB: The model of musical performance that you opposed to the practice of minimalism, is based on a set of structural principles that refigure to a degree in your later writings on popular music. I am referring to your discussion in "Subject Matter" of the direct address of the audience by the performer in the work of Reich and Nauman. The performer and audience exist for one another rather than in a state of self-reflection. Also, you distinguish between the experience of time as a process, as "in-formation," and an instrumental notion of time that is "metronomic" or "progressive." Finally, you mention that the material structure of sound, unlike light, can be directly perceived by the human senses: "sound hits the ear as a continuous stream of particles and oscillations inseparably at one time." In short, the performances of Reich and Nauman appear to flesh out two different modes of subjectivity, one in a state of pulsation and another in a static state of self-presence. DG: Yes, but I think that if you talk about Steve Reich and La Monte Young, selfpresence is still there; the form is still material, but instead of being instantaneous it falls into two kinds of time: the brain time of the spectator and very long durations. Steve Reich took from Terry Riley the use of phasing a motif by repeating it with a six-or-seven-second time delay. So it interferes with the brain time and creates a kind of psychedelic interior time, a feedback of your own perceptual processes merged with your current perception. It's an extended present time. La Monte Young is a long kind of tuning process, and it is slowed down. It's not directly instantaneous.
EdB: But is there a pulse or wave-like structure to the music of La Monte Young? DG: It's very slowed down. In both cases the music appears to come not only from inside your own head, from your own perceptual process, but also, in particular in La Monte Young, the sound is bouncing off the side of the walls and the architecture as you move around. You are actually inside the production of sound by the architecture as well as by your own perceptual process. The sound is material. La Monte Young has the materiality that John Cage wanted to go for. It just adds time. I think the critique of minimalism through San Francisco music-it also came from Michael Snow-was based on the introduction of the spectator's perceptual process. But the materiality of that experience merged with the materiality of the surface of the artwork and the surface of the music experience. One was aware not only of one's own perceptual process but also that of the audience.
EdB: This model of music, in its critique of minimalism, appears to offer a more immediate experience of time as a continuous present. An experience that cannot be obtained by visual means, since light, as you write in 1969, is always perceived "as a reflection of some other material." DG: There is a difference between lived experience and pop-mediated experience. It was also mirrored in the culture. At the beginning of the sixties there was a disposable pop culture, and towards the end of the sixties and early seventies there was a drugs-influenced, communal sense of experience. Music was more communal. I am also thinking about models of receivership by the audience.
EdB: There is a definite communal aspect to pop music, but it's also a completely commodified form of experience. The performances of Reich and Nauman do not deal with this paradox. DG: Bruce Nauman and Steve Reich were art-world elitists. The next phase was for people in the art world to form their own rock groups. Some of them were influenced by acoustical music groups from San Francisco that came to New York, like Television and The Feelies. Or you have the popularization of Phil Glass, who moved into all media and did a very pop, easily accessible kind of music. Or, even more accessible, Laurie Anderson.
EdB: In the essay "The End of Liberalism" (1981) you take issue with the Frankfurt School's view that mass culture is inherently repressive. DG: I don't agree with the Frankfurt School's idea that mass culture equals mass exploitation. I think that there is an irony built into pop music as a result of the position that it is in, which is expressed, for example, in the song "Johnny B. Goode." Good music like good art comments ironically on its own position while remaining popular and being part of the commercial structure. I have two interests in music: as a consumer and lover of pop music and as a rock critic, which was partly a hobby situation. My first interest was literary criticism, which was superseded by rock critics like Lester Bangs, Greil Marcus, Sandy Perlman, and Patty Smith. I was very interested in the tradition of rock criticism, and also I was influenced in my art by structures I found in rock music. So in a way it was my passion. The other music of Steve Reich and La Monte Young was interesting because it was communal music from New York which had to do with the communal reception of work within the art world. Art and music came together in the 1970s with people forming groups, like Glenn Branca's Theoretical Girls, who then moved from rock music into guitar-based classical new music. [and] been demeaned, their sense of family structure destroyed. Most of them were Protestants who were able through ecstatic means to place themselves in direct communal experience with God. They were the fringe element of Protestantism. They were very oppressed peasants who were forced to suffer incredible personal and spiritual losses in the city. So when they went to America, they set up utopian communities and experimented with different kinds of nonpatriarchal ways of living. The Shakers had the idea that there should be no sexual communion between men and women. The head of the community was a woman who was a descendant from God, and the principle was that reproduction caused an overpopulation of children which interfered with the status of men and women. Children either died at birth or doing menial, industrial work. The ideal was therefore a society based upon nonreproduction and communal craftwork. This is all terribly complicated. It was simply the anthropological basis for America. By the time of the first teenage culture in the fifties, the Protestant idea of the work ethic, which the Puritans had made the dominant idea of America, became reversed. It was the time of mass consumption. Machines enabled a liberation from the work ethic. Teenagers no longer needed to grow up; they could go into their twenties and still become consumers. Sexuality was not about reproduction but about delayed adolescence. And the hippie period continued that in a certain way. People were again going back to farms and the countryside trying out different communal forms of living. He had power because he himself had become a phallic symbol. But then he revealed his own patheticness. He was drunk and exposed his actual penis in a limp state. He was killing himself off. It was more symbolic of the selfdestructiveness of people in the late hippie period. The hippie destroyed himself and also the contradictions of the American male charismatic performer, which was based on the Hollywood idea of sexuality. He was symbolically killing off the hippie, stardom, and himself. He didn't kill only the rock star, he was killing off himself.
EdB

EdB: In
EdB: From your writing on punk music from the later seventies, it becomes clear that rock music achieved a greater state of self-consciousness regarding its own history and conditions of production. Groups such as the Ramones and Devo, for instance, used the ironical device of what you call "the representation of representation" by quoting musical stereotypes from the past and reinserting them in a new context. Has the pathetic gesture of Morrison not in a way cleared the way for this type of irony in rock music? DG: The Ramones and Devo were not reacting against Jim Morrison. They were reacting to the period of the autobiographical singer-songwriter like Joni Mitchell, James Taylor, Jackson Browne-where you had a narcissistic, self-centered, selfindulgent, autobiographical, romantic figure without irony. And also, at the same time in the early 1970s you had the glam rock of David Bowie and Roxy Music which returned to the camp, homosexual, theatrical style, ironically quoting the fashion of thirties Art Deco. Both musical forms were very apolitical. James Taylor was a gentleman, an aristocratic poet, while punk was a return of the real urban situation in America. America was in recession; the great punk groups came from dying cities like Detroit (the MC5), or Cleveland (the Stooges). It was a politicized situation, and when it didn't work out it became anarchistic as opposed to the narcissistic, rich hippie. Punk in America was still part of pop art, but it was going back to the fifties in a very ironic way. The Ramones were quoting simple fifties rock with comic strips. And it was also concerned with anarchistic, nihilistic ideas of the city: "Beating on the brat with a baseball bat" (the Ramones).
It was a parody of the exalted Jackson Browne kind of musician. Streets (1968) , as the basis for my mini rock opera. It was a film about a twenty-three-year-old rock star who through devious means is elected president. He lowers the voting age to fourteen through a song called "14 or Fight" instead of a song he was commissioned to do called "18 or Fight." He changed the words and managed to put LSD into the water supply of the congress members. The voting age is lowered to fourteen and he becomes president. Everyone in the population over thirty is put into a concentration camp where they were given LSD. The White House is moved to the countryside. The irony of the story is very American and very much part of the hippie movement: don't trust anybody over thirty.
Based on an interview carried out on February 23, 1997 in New York. An abridged version of this interview appeared in Metropolis M, no. 2 (April 1997).
